Question. Among works created by Broadway composers George Gershwin's Rhapsody in Blue, Concerto in F, An American in Paris, and Porgy and Bess (at least the songs), and Leonard Bernstein's Symphonic Dances from West Side Story and the overture to Candide have arguably earned a place in the museum, although many critics have considered these works too accessible to be worthy of canonization.
The works that first appeared on Broadway, like nearly all of their classical American counterparts, for the most part inhabit territory outside the Eurocentric canon. The Broadway terrain itself is quite large, despite its geographic confinement, and the shows that have been staged on this island-within-an-island exhibit a staggering range of musical typology. At one end of the vast Broadway spectrum are works that are sung nearly throughout, works like Porgy and Bess, The Most Happy Fella, and Sweeney Todd. These operas in Broadway clothing together with numerous operettas deemed suitable for operatically trained voices such as Show Boat, Carousel, Street Scene, or A Little Night Music (to name only a few), eventually found a second and perhaps a permanent new home on the operatic range. Occupying the other end of the Broadway continuum are revues which generally feature non-singing actors and emphasize spectacle over integration of music and drama. As early as the 189os three recognizable, if somewhat blurry, sub-genres of the American musical had emerged: operettas, musical comedies, and revues. Operas then as now constituted a special sub-genre whose historical and artistic importance far exceeded their representation.
While revues might possess a unifying theme, they are usually without a plot or a book, and with few exceptions are characterized by a somewhat loose collection of skits, dances, and songs, often composed by a plethora of writers and composers. What normally survives from Broadway's revues are its songs and the memory of its stars, although Arthur Schwartz and Howard Dietz's justly-acclaimed and nearly canonic The Band Wagon of (1931), Harold Rome's (among others) Pins and Needles (1937), and Irving Berlin's This Is the Army (1942) demonstrate that the absence of a book does not inevitably detract from a unity of theme and style, nor do they preclude the creation of a first-rate show.
In contrast to revues, musical comedies and operettas tell stories and provide greater potential for music to aid an integrated dramatic narrative. Musical comedies like Anything Goes, Pal Joey, and Guys and Dolls normally utilize contemporary urban settings with matching vernacular dialogue and music, the latter often incorporating jazz. Before Show Boat and for a long time thereafter operettas were generally set in exotic locations filled with people most audiences were not likely 527 528 published manuscript studies of The Most Happy Fella and The Cradle Will Rock, and scholarly editions of landmark musicals are included in the projected series Music in the United States under the combined sponsorship of the AMS and the National Endowment for the Humanities.5 Recordings and productions that utilize manuscript and other archival materials, often starring opera celebrities, have rapidly and successfully entered the commercial marketplace.
Despite The Broadway Canon: Outside and Inside
Other musicals from Show Boat to West Side Story remain "outside the Broadway canon," however deserving they may be of canonic status. Anything Goes was one of the most popular musicals of its decade and has remained the most frequently revived musical of its time, but since these revivals bring in a new book and interpolated songs from other Cole Porter shows, the original Anything Goes went through an identity crisis that led to its expulsion from the canonic Broadway Eden. Similarly, although the most recent revival of Rodgers and Lorenz Hart's On Your Toes in 1983 retained the original score (somewhat rearranged) and orchestrations, it also offered a new book. Despite frequent revivals, critical acclaim, and the scholarly attention given it, The Cradle Will Rock remains more talked about than seen (or heard) and must be regarded as a cult classic washed over by the popular mainstream. Since Weill's once popularly successful Lady in the Dark in 1941 (book by Moss Hart, lyrics by Ira Gershwin) and One Touch of Venus in 1943 (book by S.J. Perelman, lyrics by Ogden Nash) have never enjoyed major New York revivals, these too lie outside of the canon, despite the high accolades bestowed on Weill's Lady whenever fine musicals are listed or discussed.
Perhaps the first writer to try to present a list of canonic musicals was Lehman Engel, the respected musical theater director and conductor, who in his pioneering critical study articulately defended his Although differences of opinion-most notably the inclusion or exclusion of Weill-appear among these attempts to identify a body of canonic Broadway works, the same suspects are rounded up whenever musicals are discussed or listed, and it is now possible to speak of Table 2 Wagner-a growing awareness that a museum of recognized masterpieces was being built and that a standard had been established by which future works would be judged.
After Show Boat the musical with the greatest impact on the genre was without a doubt Oklahoma!, even if the various claims for its primogeniture can be disputed. Oklahoma! was not, as is often reported, the first musical to contain a dream sequence, the first important musical adaptation of a legitimate play, the first musical to integrate ballet into its plot, the first musical to appear in a cast album, or even the first integrated musical. Nevertheless, in contrast to the isolated examples of the pioneering classical musicals, namely Show Boat, Porgy and Bess, and Pal Joey, the popular and critical success of Oklahoma! and two years later Carousel gave rise to a long series of imitators and a body of musicals that featured thoughtful adaptations, cast albums, and the integration of all dramatic elements, dialogue, dance, and story.
Just as Mozart composed for his time rather than ours, the prime consideration of musicals after Oklahoma! remained the creation of a hit show rather than "the pursuit of a musical ideal." And just as nineteenth-century composers began to observe the formation of a permanent collection in the musical museum, it became evident during the Rodgers and Hammerstein era that musicals could have an afterlife in the form of cast recordings, published piano-vocal scores, and rental materials." Perhaps more important, the morning-after reviews that frequently influenced the initial success of a musical would increasingly evaluate a new musical on how well it measured up to the critical standards established by Rodgers and Hammerstein. After West Side Story most musicals remained commercial enterprises first and foremost, but would also, like their symphonic and operatic counterparts in the late-nineteenth and throughout the twentieth century, become increasingly concerned with "how to win space in the museum, hung on the wall next to the 'classics,' with an expectation of permanent display."2
The central criteria by which a classical masterpiece after Beethoven was recognized as such was the degree to which it resembled an organism, one part growing out of another, and a nineteenthcentury composition would not achieve canonic status unless the parts of the organism related to the whole.'3 By the latter half of the nineteenth century the principles of thematic unity, which were largely manifested in instrumental compositions, became increasingly applied to integrated dramatic works, and the operas of Wagner came to be judged and praised for their motivic unity, a unity that, significantly, was largely generated through the orchestra rather than the voice. Twentieth-century music of all types, including jazz, would continue to be evaluated on the basis of its organic and motivic unity.14 The organic model as represented in the symphonic operas of Wagner has a counterpart "ideal type" in the post-Rodgers and Hammerstein musical.'s The "ideal type" of musical was an "integrated" musical, and after Rodgers and Hammerstein musicals would be judged to a large extent on how well they conformed to their model. In an integrated musical, like its operatic counterpart, the various parts of the whole-song, story, and movement-not only resembled an organism in which each successive part grew naturally from its predecessor, but together the diverse elements formed a related and homogeneous whole.
Twentieth-century critics of opera beginning with Kerman in Opera as Drama (first published in 1956) have gone beyond "integration" as an ideal operatic type and have become increasingly concerned with a more rarified concept: music as drama.'6 According to Kerman, "music can contribute to drama" by "defining character, generating action, and establishing atmosphere."'7 By these standards Kerman allows only a handful of operatic masterpieces by Mozart, Verdi, Wagner, Berg, and Stravinsky, into an operatic canon. Is it possible or wise to apply Kerman's standard to the Broadway canon? And what's the use of wondering about this?
To answer these questions it is important to mention a stylistic characteristic that often distinguishes musical comedies from operettas and both of these sub-genres from operas: the degree to which music advances the action, as for example in Mozart or Verdi ensembles or Wagner's music dramas. Eric Salzman, who considers the American musical a fusion of musical comedy and operetta, both employing spoken dialogue "to carry the action forward," writes that "the musical makes no attempt to tell a story musically but creates heightened moments in the form of songs and ensembles and, to some extent, a characteristic musical climate."'" He then contrasts musicals with opera, a genre which, since it is inhabited by characters "generally larger than life . .. seems to allow or even require them to sing all the time."'9
But if Salzman's criteria are true for most musicals, operettas and musical comedies alike, canonic operettas and occasionally even canonic musical comedies often succeed in demonstrating a musical continuity analogous to Mozart, Verdi, and Wagner, and the music in these works often defines character, generates action, and establishes atmosphere. Music (more specifically, arias) in most Baroque operas, as in most musical comedies and operettas, is generally used to reflect on the action, not to advance it, and Italian baroque opera and most Broadway musical comedies also commonly share a devotion to a star system. But canonic musical comedies, like the best of Handelian opera, at the very least demand great songs and a convincing placement of these songs. The absence of a complete integration between the book and the music of a continuity found in late-eighteenth-and nineteenth-century operas can be readily excused if the book provides a sturdy vehicle on which to hang the songs and if the songs themselves are memorable and flow naturally from the book (even if they more than occasionally stop the show).
The 
